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ABSTRACT 
 
 
 
 
 
Louisine Waldron Elder Havemeyer’s personal evolution from an elite, reserved, 
art-collecting wife of an American Gilded Age industrialist to an engaged, 
unapologetically outspoken activist on behalf of all women’s right to vote is emblematic 
of the myriad ways women moved out into the world from their domestic spheres in the 
early twentieth century, harnessing the increasing power of collective visual protest as a 
peaceful, non-violent tactic to demand justice and a voice. 
Her 1915 suffrage exhibit held at the Knoedler Gallery in New York City may be 
a modest moment of microhistory in the larger context of the histories of both art 
collecting and the American women’s suffrage movement, but it is an illuminating look 
at the evolution of a single wife and mother’s belief in the transformative and 
performative power of artistic and political sisterhood.  
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I. INTRODUCTION AND ARGUMENT 
“Go home and work for the suffrage. If the world is to be saved, it will be the women 
who save it…” 
                  —Mary Cassatt to Louisine Havemeyer, July, 19141 
 
In the spring and summer of 1914, Louisine Havemeyer visited her lifelong friend 
and collecting advisor, artist Mary Cassatt, in Europe with the proposal to mount a New 
York art show featuring Cassatt’s work paired with that of their mutual friend Edgar 
Degas to benefit the woman suffrage cause in the United States. Cassatt agreed, on the 
condition that Louisine herself speak at the exhibition about the art and the suffrage 
cause. Havemeyer knew that her dear friend Cassatt was also aligned with the movement 
to gain the vote for women, and that the show would serve to reinforce their close 
friendship as well as to promote a cause in which they both believed.2 Havemeyer had 
grown up among women sympathetic to the suffrage movement; her mother had been 
friends with relatives of both Lucretia Mott and Elizabeth Cady Stanton. She fervently 
believed both Cassatt and Degas deserved equal respect as Impressionist masters, 
regardless of gender, and was eager to present their work together as examples of the best 
of modern painting. However, for Havemeyer herself, the show had another, more 
personal raison d’être: lending pieces from the rarely-seen Havemeyer collection served 
as an opportunity to mitigate some of the bad press her late husband had recently reaped 
at the end of his life as one of New York’s wealthiest so-called “robber barons.” 
                                                      
1 Frances Weitzenhoffer, The Havemeyers: Impressionism Comes to America (New York: Harry 
N. Abrams, Inc., 1986), 221.  
2 Louisine Waldron Elder Havemeyer, Sixteen to Sixty: Memoirs of a Collector, edited by Susan 
Alyson Stein (New York: Ursus Press, 1993). 
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The show, which opened on April 6, 1915 at the M. Knoedler Gallery in New 
York, was a modest success.  Receipts from the exhibition and Havemeyer’s lecture at 
the preview totaled $2,283.01, paid to the Woman Suffrage Campaign Fund.3 Several 
New York newspapers reported positively on it, specifically lauding Havemeyer’s talk. 
Cassatt was not able to attend, but congratulated her in frequent letters sent from France. 
However, the two women were chastened that so many of their well-to-do acquaintances 
had adamantly refused to lend works or even attend the exhibit at all solely because of the 
suffrage cause, despite entreaties from both Havemeyer and Cassatt.4 Havemeyer, ever 
pragmatic, began to grasp the direction her work for the suffrage cause must take. She did 
not retreat to the genteel world of writing checks in backrooms at suffrage teas. The well-
received reception of her suffrage exhibit talk, in conjunction with the visual design she 
had masterminded for the exhibit, had helped her to realize that she had the potential to 
be a natural and persuasive public advocate for causes about which she felt strongly. 
With Cassatt’s support and that of other important female friends, including suffrage 
activists Harriot Stanton Blatch and Alice Paul, Havemeyer began in earnest to leverage 
the passion and shrewdness she had heretofore applied to the elite practice of art 
collecting towards learning how she could use similar visual and other strategies to best 
advocate for women’s suffrage.  
There is a gap in the historiography of the woman suffrage movement that can be 
filled by examining Havemeyer’s biographical microhistory during the years immediately 
following her husband’s death. As she became more deeply involved with the suffrage 
                                                      
3 “Suffrage Art Show Nets $1,100 in a Day, Mrs. H.O. Havemeher Opens Display With Talk on 
Miss Cassatt and Degas,” New York World, April 7, 1915, p. 7. 
4 Cassatt and Her Circle: Selected Letters, edited by Nancy Mowlls Mathews (New York: 
Abbeville Press, 1984). 
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cause, Havemeyer’s well-bred instinct to comply with strict societal, gendered standards 
expected of an upper-class Edwardian widow began to intersect and collide with the 
moral duty she felt as a suffragist working to serve a group of many individuals of 
differing backgrounds. With time, and with increasing levels of radicalization by her 
friends Mary Cassatt, Harriot Stanton Blatch, and Alice Paul, her need for societal 
approval receded in her mind as she took more public risks to advocate and protest for 
suffrage. This mirrors the situation that many women faced as they confronted their own 
conflicting fears and ambitions about leaving the safety and isolation of the domestic 
sphere as they banded together to take on more agency and responsibility in the outside 
modern world, including the responsibility to vote. 
I argue that there were three important interweaving threads that made 
Havemeyer’s biography so compelling as a microhistory into how women’s societal roles 
evolved in the United States during the first decades of twentieth-century as they fought 
for the right to vote. The first thread will be to examine Havemeyer’s 1915 Loan 
Exhibition of Modern and Old Masters to benefit the suffrage cause at the M. Knoedler & 
Co. Gallery (556 Fifth Avenue, New York City), which featured the work of 
Impressionist artists Mary Cassatt and Edgar Degas, as well as an original speech on the 
artists and their work given by Havemeyer at the opening on April 6. (Havemeyer lent 
most of the works in the show from her and her late husband’s private collection; their 
collection, now held by the Metropolitan Museum of Art, was the most comprehensive 
collection of Impressionist Art in America at the time and represented the couple’s most 
important shared passion in life.) The Knoedler show was revolutionary for its time; it 
was one of the first to present a contemporary female artist as a representative of the 
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modern art canon, installed in a visual and spatial dialogue with another acclaimed 
contemporary (male) master artist. The art show also represented a galvanizing point for 
Havemeyer’s involvement and activism in the woman suffrage movement. The 
documented success of both the show and Havemeyer’s first public art talk inspired her 
increasingly performative suffragist work thereafter. It was one of the first occasions that 
Havemeyer had combined various aspects of her private personal identity (art aficionado, 
society widow, advocate for woman suffrage) and shared them in a public 
speech/performance. However, the audience for the exhibit was largely attended by a 
friendly, culturally-elite gallery crowd; Havemeyer would soon realize the need to take 
her advocacy for the women’s vote into the streets, and ultimately into the sphere of 
politics and confrontations on the White House lawn. 
 The second thread of Havemeyer’s evolving activism was rooted in her long 
marriage to the Gilded Age business sugar tycoon, H. O. (Harry) Havemeyer, and her 
change in social status as she became a widow when he died suddenly in 1907 from 
kidney nephritis. Louisine was Harry’s second wife, and endured no small measure of 
societal stigma as a spouse of a divorced man. Because of this, during their marriage, the 
couple tended to stay out of the usual social whirl of extravagant parties and visits, 
keeping largely to themselves during their years of collecting art together. After Harry’s 
death, Havemeyer’s naturally unassuming demeanor and mature, dignified public 
appearance resonated with society’s stereotypical ideas of the manner in which 
Edwardian widows were supposed to dress and act, discussed more thoroughly later in 
this paper. Late Victorian society mores generally granted widows more freedom to 
participate in society outside the household sphere than either wives or single women 
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who had not previously been married and had children.5 Although Havemeyer’s grief was 
sincere and intense, especially in the first two or three years after Harry’s passing, she 
moved gradually into a more autonomous and visible role in outside society than she had 
previously assumed as Harry’s wife. By 1919, the visual shock of seeing Havemeyer, a 
petite, grandmotherly figure who usually wore “proper” traditional Victorian mourning 
black in public arrested on the White House lawn for burning a small paper cutout of 
President Wilson in effigy, was part of a performative enactment intended to provoke and 
disturb onlookers on a personal level, overtly reminding them that their own cherished 
female family members were not allowed access to the vote by the government. The 
multiple facets of Havemeyer’s socially-constructed role of widow during these crucial 
decades of societal changes for women bears examination as a mediating factor in these 
changes. 
Finally, the third thread in the fabric of Havemeyer’s illustrative biography is the 
manner in which Havemeyer became increasingly radicalized by her feminist friends, in 
particular, Mary Cassatt, Harriot Stanton Blatch, and Alice Paul. These friendships, 
documented by correspondence between the women and in their memoirs, serve as a 
mirror of ways in which early twentieth-century feminists effectively formed alliances to 
advocate for the rights of women, especially the right to vote. The support of her female 
friends was particularly important, even crucial, in the evolution of Havemeyer’s 
personal activism during the years from 1910 through 1920. During those years, 
Havemeyer and her friends employed increasingly confrontational visual and 
                                                      
5Cornel Reinhard, Margaret Tacardon, and Philip Hardy, “The Sexual Politics of Widowhood: The 
Virgin Rebirth in the Social Construction of Nineteenth- and Early-Twentieth-Century Feminine Reality,” 
Journal of Family History, Vol. 23 No. 1, January 1998, 29, accessed May 15, 2017. 
http://journals.sagepub.com/doi/abs/10.1177/036319909802300102   
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performative metaphors in the pursuit of suffrage for women. Her evolution in this 
ideology is earmarked by the different strategies of each of her friends. Cassatt, while 
suggesting and co-curating the suffrage art show in 1915, felt that showing naturalistic, 
unsentimental images of women going about their everyday lives, painted by a woman, 
was a challenge to the patriarchical system of the male-dominated art academy and 
gallery system. However, the upper-class Cassatt felt that Havemeyer’s subsequent public 
speaking, not to mention protesting, crossed the line of propriety. Harriot Stanton Blatch, 
daughter of Elizabeth Cady Stanton, advised Havemeyer on her art show speech and 
urged her afterward to do more suffrage speeches on the street. Eventually, Havemeyer 
decided it was her moral imperative to risk family and public censure and embrace Paul’s 
confrontational and most radically visual and performative tactics; she and thousands of 
other suffragists eventually pressured the federal government to ratify the Nineteenth 
Amendment in 1920. 
To support my arguments, I will take a biographical approach to my subject, 
turning to original texts, including Louisine Havemeyer’s own lively writings: her 
autobiography, Sixteen to Sixty: Memoirs of a Collector, begun in 1907 after her 
husband’s death; the original speech she gave at the 1915 Knoedler exhibition, selected 
newspaper reviews of that exhibit and speech, and her two 1922 articles for Scribner’s 
magazine describing her work for the suffrage cause.6 These documents, as well as 
                                                      
6 Louisine Havemeyer, Sixteen to Sixty: Memoirs of a Collector, ed. Susan Alyson Stein (New 
York: Ursus Press, 1993); “Mrs. H.O. Havemeyer’s Remarks on Edgar Degas and Mary Cassatt.” Digitized 
pamphlet in the collection of the Watson Research Library of the Metropolitan Museum of Art, accessed 
February 24, 2017. http://libmma.contentdm.oclc.org/cdm/singleitem/collection/ 
p15324coll8/id/10276/rec/1; “The Prison Special: Memoirs of a Militant,” Scribner’s Magazine 
(June 1922), 528-539, and “The Suffrage Torch: Memoirs of a Militant,” Scribner’s Magazine (May 1922), 
661-676.  
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frequent letters between Havemeyer and Cassatt,7 amply demonstrate the strong bonds of 
support, encouragement, and affection between these women radicalizing other women. 
They also provide a glimpse behind suffragists’ strategies: how Havemeyer and other 
activists like her became convinced that it was necessary to ramp up the personal and 
confrontational nature of collective gatherings and protests to secure women’s right to the 
vote. A close reading of her own writings underscores the importance Havemeyer felt in 
managing (performing) her public appearances to persuade audiences: She realized the 
importance of visual imagery, from her clothing, props and backdrops in persuading 
others; she also took deliberate care and particularity in noting her own physical 
sensations and thoughts during her performative actions, from giving her early speeches 
to her later picketing and incarceration, and communicated these in her writing. I would 
argue that this was so that many others across class lines would be able to empathize and 
identify with her viscerally, internalizing her message on simultaneously intellectual and 
corporeal levels, and therefore would feel spurred to take action. Taking into 
consideration a presupposed measure of bias from Havemeyer’s retelling of her own 
story, she comes across as a fairly reliable and sincere witness in her own writings, and 
indeed often ahead of her time in her remarks about the capabilities and bravery of 
women making their way in the world. 
Also pertinent as sources of primary documentation for this study are the archives 
and records of the now-defunct Knoedler Gallery,8 now held at the Getty Research 
                                                      
7 Correspondence sources for letters between Havemeyer, Cassatt and others: The Metropolitan 
Museum of Art, Knoedler Gallery, LOC, Schlesinger Archives. 
8 M. Knoedler & Co., New York. Records from Loan Exhibition of Masterpieces by Old and  
Modern Painters, April 6 – 24, 1915. Gallery correspondence and Records housed at The Getty Research 
Institute Special Collections. 
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Institute in Los Angeles, CA, as well as the H.O. Havemeyer papers held at the 
Metropolitan Museum of Art in New York City. In addition to correspondence between 
the principals involved, the archives from these institutions also contain detailed 
photographs of the exhibition, invaluable in helping the historian visualize the strategies 
behind Havemeyer’s and Cassatt’s mapping of the 1915 exhibition.9  
Digitized articles from historical New York newspapers, including the Tribune, 
the Herald, and the Sun, have been useful for evaluating critical and public response to 
the exhibit, as well as later articles commenting on suffrage activities in which 
Havemeyer, Blatch and Paul were involved. 
 
 
II. HISTORIOGRAPHY 
Scholars have researched each of the three aforementioned separate aspects 
represented in these decades of Havemeyer’s art and suffrage activism. The 1915 
suffrage art show and the financial proceeds have been fairly well-documented; art 
historians and scholars have deconstructed the installation and spatial placement of the 
works, as well as their provenance.  
The most notable research on the 1915 suffrage loan show has been in an art historical 
context through museum exhibition catalogues and essays from professional curators and 
scholars contained therein.10 One of the compelling essays about the details of the 
Suffrage Exhibition is by Rebecca Rabinow, Assistant Curator of European Paintings at 
                                                      
9 Havemeyer Family Papers relating to Art Collecting, 1901-1922, The Metropolitan Museum of  
Art Archives, New York. 
10Not surprisingly, several are by curators associated with the Metropolitan Museum of Art, as the 
extensive and renowned Havemeyer collection bequest to the museum forms the backbone of their 
Impressionist collection. In 1995, the art historian and Met Museum affiliate Susan Alyson Stein put 
together and edited a remarkable 415-page special catalogue, Splendid Legacy: The Havemeyer Collection, 
to commemorate a blockbuster exhibition held that year of a large portion of the H. O. Havemeyer 
collection.   
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the Metropolitan Museum of Art; in it, she extensively explains the provenance of every 
work in the 1915 exhibition, and discusses Havemeyer’s role in the strategic arrangement 
of works in the show.11 Rabinow also contributed a penetrating essay to the catalogue for 
the exhibition Degas and America: The Early Collectors held in 2000 at the High 
Museum in Atlanta, about Havemeyer’s relationship to Degas, largely mediated through 
her friendship with Cassatt.12 Rabinow’s and other essays are necessary to understand the 
scope and detail of the 1915 art show undertaking, the iconography of many of the works 
themselves, and the degree to which Havemeyer’s more or less suffrage-sympathetic 
friends participated; however, their accounts do not place Havemeyer’s speech itself at 
the center of the narrative about the importance of the show.  
Another scholarly study which engages with the 1915 suffrage exhibition and 
Havemeyer’s activism is the M.A. Thesis in Art History by Alice Madeline Dodge 
entitled “Louisine Havemeyer’s Art and Activism: From the Domestic Interior to the 
Woman’s Suffrage Movement.”13 Like Rabinow, Dodge also notes that Havemeyer 
became increasingly active in the suffrage movement, but charts a different chronology. 
Dodge locates the origins and impetus for Havemeyer’s active involvement in the 
suffrage cause to when she, as a young wife, co-designed her mansion at 1 East 66th 
Street in collaboration with Louis Comfort Tiffany to showcase her and her husband’s 
burgeoning art collection. Her thesis describes and catalogues the unique interior décor of 
                                                      
11 Rebecca A. Rabinow, “The Suffrage Exhibition of 1915,” from Splendid Legacy: The 
Havemeyer Collection, Alice Cooney Frelinghuysen, et al, eds. (New York, The Metropolitan Museum of 
New York, 1993), 89 – 95. 
12 Rebecca A. Rabinow, “Lousine Havemeyer and Edgar Degas,” from Degas and America: The 
Early Collectors. Ann Dumas and David A. Brenneman, eds. (Atlanta: The High Museum of Art, 2000), 35 
– 45. 
13 Alice Dodge, Louisine Havemeyer’s Art and Activism: From the Domestic Interior to  
the Woman’s Suffrage Movement. M.A. Thesis. Davis, CA: University of California, 2005. 
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the Havemeyer mansion, executed by Tiffany and his assistants to Louisine’s taste. 
Dodge speculates that Havemeyer gained confidence because of her interior design 
collaborations, which prompted her to create her 1915 exhibition and speech, which then 
in turn led to her radical activist activities in the political arena.   
While I agree that Havemeyer gained confidence as a speaker over time, and that 
she as a social icon fits into the discourse regarding nineteenth-century women and their 
need for expression within their sphere of Gilded Age domestic consumerism, I disagree 
that it was her interior design collaboration that directly prompted her entry into the 
public arena of activism. Unlike many elite society marriages (Harry was an industrialist, 
dubbed the “Sugar King” in the New York press), the Havemeyers’ was a second 
marriage after his earlier divorce, and subjected them both to much disapproval from high 
society. For example, despite frequent generous donations and gifts to curry favor, Harry 
was always voted down as a prospective board member of the Metropolitan Museum in 
New York, which stung them both.14  
In short, as others have also argued, Louisine did not decorate her house to show 
off and impress other upper-crust guests during frequent parties à la the Astors or the 
Vanderbilts; the Havemeyer mansion and its décor was designed primarily to house the 
private art that she and her husband passionately collected as a couple for their own 
enjoyment.15  She only truly embraced speaking as a public, performative act when it 
                                                      
14 Frances Weitzenhoffer, The Havemeyers: Impressionism Comes to America (New York: Harry 
N. Abrams, Inc., 1986), 66. In hindsight, this makes Louisine’s eventual bequest in her will of nearly their 
entire wide-ranging, superb art collection to the Metropolitan Museum, in Harry’s name, seem quite 
remarkable. 
15 Weitzenhoffer spends a good deal of time in her book discussing the propensity of the couple to 
focus on activities they could do together on their own, such as their art collecting and spending time as a 
family together, and quotes Louisine Havemeyer as saying “We shunned society before they could shun 
us.”  
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took place in the context of a collective milieu for a feminist cause,16 bolstered by her 
supportive female suffragist friends. The 1915 suffrage show was one of these early 
events. 
To discuss Havemeyer’s ideological turn from private art collector to ardent 
suffragist, biographical details about her life must, of course, be considered, although 
much of the extant historiography on Havemeyer’s life does not delve into the possible 
reasons why she turned so decisively to activism for the suffrage cause after her 
husband’s death. The excellent (and only) substantive biography of the Havemeyers is by 
art historian Frances Weitzenhoffer, The Havemeyers: Impressionism Comes to America, 
and is primarily a book about their art collecting and (somewhat whitewashed) personal 
life events. Weitzenhoffer, with generous help from numerous Havemeyer descendants 
and other relatives by marriage, as well as from major art dealers and institutions in 
America, France and worldwide, has assembled a detailed, meticulously documented 
narrative, especially about the couple’s collecting activity. However, Louisine 
Havemeyer emerges as the compelling heroine of Weitzenhoffer’s study, often coming 
off as the “brains behind the [collecting] operation” in collaboration with Mary Cassatt. 
An invaluable book, especially when read alongside Havemeyer’s autobiography, it lends 
insight not only into Havemeyer’s character, but also into other key friendships in her 
life, including that with her dearest and oldest friend, Mary Cassatt, who always 
                                                      
16 Nancy F. Cott, The Grounding of Modern Feminism. New Haven: Yale University Press, 1987. 
Here and elsewhere I use the term “feminist” in the sense that Cott discusses it, quoting Katherine 
Anthony: “A Feminist [in the 1910s] was someone who ‘believes in her own sex, is proud of it, and claims 
for it equal opportunities with men in all walks of life and endeavors.’” (49) Cott also mentions feminism in 
two contexts important to this project: modern art and woman suffrage. She states that “the contemporary 
suffrage and labor movements and experiments in radical art and politics supplied the soil in which 
[Feminism] grew like an organism.”(50) She continues: “Feminism and “militance” were not the same 
thing, but common parlance linked them.” This she contextualizes in describing the genesis of Alice Paul 
and Lucy Burns’ suffrage organization, the Congressional Union, later to evolve into the National 
Woman’s Party. 
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addressed Havemeyer in her letters, “Dear Louie.” As if to underscore the friendship’s 
importance, Weitzenhoffer chooses to begin exploring the biography of Louisine 
Havemeyer, née Elder, in depth at the point when the latter departed for Europe with her 
mother and sister at age eighteen in 1874, and met Cassatt through a mutual friend.  
When we first met in Paris, she was very kind to me, showing me the 
splendid things in the great city, making them still more splendid by 
opening my eyes to their beauty through her own knowledge and 
appreciation. I felt then that Miss Cassatt was the most intelligent woman I 
had ever met, and I cherished every word she uttered and remembered 
almost every remark she made. It seemed to me no one could see art more 
understandingly, feel it more deeply or express themselves more clearly 
than she did.17 
 
Born and raised in a fairly well-to-do neighborhood on West 21st Street in New York 
City, the good-humored, energetic, and canny Louisine Elder proved an excellent 
companion and foil to the slightly older, ascerbic and opinionated Cassatt, a patrician 
Philadelphian. The two developed a deep friendship, forged upon a burning passion for 
fine art, and Louisine was thrilled to introduce Cassatt almost ten years later to her 
husband, Henry Osborne Havemeyer, who shared their zeal for collecting. 
 H. O. Havemeyer, nicknamed Harry, had known Louisine Elder since childhood. 
In the early nineteenth-century, his grandfather had started a small sugar refinery in 
Greenwich Village, New York that Harry’s father, Frederick, later expanded into one of 
the largest world-wide sugar-producing businesses. Frederick Havemeyer took two 
partners into the company in 1863, both from the Elder family, and renamed the company 
Havemeyers and Elder. Harry and his brother Theodore joined as partners a few years 
later, and quickly proved themselves aggressive and shrewd businessmen. The two 
families lived near each other and were deeply intertwined through business and 
                                                      
17 Havemeyer, Sixteen to Sixty: Memoirs of a Collector, 269-270. 
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marriages; in fact, Harry’s first wife was Mary Elder, Louisine’s aunt. This marriage did 
not last long, and their divorce was most likely caused by Harry’s heavy drinking. When 
Harry later proposed to Louisine, she accepted on the condition that he “never touch 
another drop.”18 In spite of the societal stigma associated with divorce, Louisine and 
Harry were a devoted couple for all of their years together. Harry was an accomplished 
amateur violinist; he owned a Stradivarius and would relax from his business worries by 
practicing daily, sometimes for hours at a time. Harry was also interested in art; before 
marrying Louisine, he had enjoyed collecting Asian pottery and more conservative 
paintings by American landscape artists. After being introduced to the French 
Impressionists by Louisine and her artist friend and mentor Cassatt, the couple poured 
their energy, enthusiasm, and considerable resources into amassing one of the finest 
collections of Impressionist art in America.   
From Weitzenhoffer’s lively narrative, the reader sometimes comes away with the 
impression that, for all Harry’s business acumen, Louisine and Cassatt were usually the 
ones who planned and executed important art purchases, leaving it to Harry to write the 
checks. The pair shrewdly negotiated to procure major works that often featured subjects 
not to her husband’s more prudish taste, including monumental nudes by Courbet and 
Manet that Harry told Louisine to “put in a closet somewhere” so as not to scandalize any 
of their infrequent visitors.19 The descriptive tone Weitzenhoffer uses in these anecdotes 
paint a picture of Havemeyer and Cassatt quietly conspiring to maintain Harry’s sense of 
authority, while working behind the scenes with male art dealers and collectors to agree 
upon their desired outcomes. This seems particularly emblematic of the way “well-
                                                      
18Weitzenhoffer, The Havemeyers: Impressionism Comes to America, 32.  
19 Ibid., 80. 
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mannered” American women at the turn of the century were expected to conduct any 
kind of business: through a business framework controlled by men. Weitzenhoffer also 
chronicles Louisine’s life after Harry’s death, noting some of her suffrage activity 
(including the 1915 exhibition) but omits much of the later, more radical protest activities 
in which Havemeyer took part (such as going to jail for protesting on the White House 
lawn in Washington, D.C.), as if including that material would make Havemeyer seem 
unsympathetic.  Although her research and scholarship are rigorous, the major flaw in the 
book is that Weitzenhoffer has such obvious enthusiasm for her principal subjects that by 
the end, the reader almost feels that Weitzenhoffer has come close to hagiography in her 
treatment of the Havemeyers, especially of Louisine Havemeyer.20  
I believe that the intense public scrutiny and litigation that Harry faced as a result of 
his monopolistic practices in the sugar industry may have damaged his health and 
hastened his death. It also may have compelled Louisine to attempt to redeem the 
Havemeyer name and reputation through philanthropic activities after his death, as did 
many Gilded Age widows in America.21  Research and statistics on postbellum and/or 
Victorian widowhood in the United States is scarce, especially on upper-and middle-class 
widows not dependent on charity after their husband’s death. Available studies have 
concentrated on discussing the widow’s agency in society compared to single unmarried 
“spinsters” or wives, or societal expectations for cultural signifiers of mourning and 
bereavement including veils, wearing black, and similar visual markers. In her portrait of 
                                                      
20Amy Fine Collins. 1988. Review of The Havemeyers: Impressionism Comes to America, by 
Frances Weitzenhoffer. Woman’s Art Journal, Vol. 8, No. 2 (Autumn, 1987-Winter, 1988), pp. 49-52. In a 
peer review of Weitzenhoffer’s book, reviewer and art historian Collins commented that “so skillfully, 
almost unwittingly, does the author manipulate our sympathies for the extraordinary Havemeyers, that 
before we know it, we are rooting for the Havemeyers and against the government in the antitrust case 
[brought against Harry, the “Sugar King” and robber baron].”  Citation needed, page number of quote. 
21 H.W. Brands, The Reckless Decade: America in the 1890s (Chicago: University of Chicago 
Press, 2002). 
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the widow of Gilded Age industrialist Russell Sage, Ruth Crocker discusses societal 
perceptions of wealthy widows and society’s expectations for their philanthropy and 
anonymous charitable work (gendered constructions of feminine giving of the self). 
Crocker posits that the widow of a wealthy “robber baron” faced much less criticism 
regarding his wealth, as society’s view of a widow’s philanthropy was one constructed on 
a gendered Victorian ideal of womanly self-sacrifice, even when a bequest was made in 
the family name. Filtering a bequest in this way through his widow thus supposedly 
sanctified the money from its often ill-gotten origins.22  
Havemeyer’s biography would seem to resonate with this line of thinking and 
represents an interesting addition to the available research in this area, insofar as she 
moves during this crucial decade from a safe, behind-the-scenes role in most of her 
collecting activity, to first finding her public voice while appearing as a widow, then later 
being photographed, always in somber black, with various iconic props and in poses to 
visually perform the argument that women deserve the vote. Havemeyer and her 
colleagues seemed in retrospect to be carefully evoking public sympathy aroused by her 
widow’s garb, and using that sympathy to counteract possible fear or anger aroused by 
more confrontational aspects of the suffragists’ protest and activism; it appears to have 
been a strategy to make the protestors like Havemeyer more sympathetic and familiar 
(literally “family-er.”) 
Instead of concentrating on Havemeyer’s collecting life before Harry’s death, or 
her intense suffrage activism afterward, I believe that examining the decade or so that 
marked Havemeyer’s transition between these two spheres is key to the change in her 
                                                      
22Ruth Crocker, “His Absent Presence: the Widowhood of Rms. Russell Sage.” In Women on 
Their Own: Interdisciplinary Perspectives on Being Single, edited by Rudolph Bell and Virginia Yans. 
New Brunswick, NJ: Rutgers University Press, 2008. (140-156)  
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priorities later in her life. It was a deeply transitional time for Havemeyer, and with the 
support of several key female friends, she found the strength within herself to share her 
vulnerability and find her purpose with the rest of the world through her actions and 
words. My intent with this project is to show that Havemeyer’s personal journey into 
suffrage activism can be looked at as reflective of larger societal and attitudinal 
transitions for early twentieth-century American women as they ventured into the 
working and professional world, supporting each other as they demanded recognition as 
citizens. 
 
In addition to the biographical and art historical scholarship surrounding Mrs. 
Havemeyer’s own life and activities, other historians and art historians have studied 
Havemeyer’s relationships with her influential female friends. Nancy Mowls Mathews 
and Griselda Pollock have engaged deeply with the close relationship between 
Havemeyer and Cassatt.23 Historians including Ellen Carol DuBois, J.D. Zahniser, and 
                                                      
23 Nancy Mowll Mathews, Cassatt: A Retrospective (New York: Beaux Arts Editions,  
Hugh Lauter Levin Associates, Inc., 1996), and Mary Cassatt: A Life. New Haven: Yale University Press, 
1994. Nancy Mowlls Mathews is the major Cassatt biographer; Mathews did her dissertation on Cassatt in 
1980, and subsequently continued her research with a comprehensive volume of collected correspondence 
and essays by Cassatt and her contemporaries and the definitive critical biography of Cassatt’s life.  
Griselda Pollock, Vision & Difference: Femininity, Feminism and the Histories of Art (London: 
Routledge Press, 1988); “Modernity and the Spaces of Femininity,” in The Expanding Discourse: 
Feminism and Art History, edited by Norma Broude and Mary D. Garrard (New York: Perseus Book 
Group, 1992); Mary Cassatt: Painter of Modern Women (London: Thames and Hudson, 1998); and 
Differencing the Canon: Feminist Desire and the Writing of Art’s Histories (London: Routledge Press, 
1999). Pollock, who is a Professor of Art at Leeds University, has also focused on Cassatt, but from a more 
theoretical, psychoanalytical and feminist perspective, which is highly inspiring to and resonant with the 
spirit of my project. She places Cassatt at the forefront of early feminist artists, describing how the highly 
ambitious Cassatt rejected the idealized and domesticated norms and restrictions of femininity in late 
nineteenth-century and early twentieth-century France and America, both in her working techniques and in 
her subject matter, challenging the traditional phallocentrically gendered canon of Impressionist art. 
Pollock’s scholarship critically examines and unpacks Cassatt’s work in the bourgeois context of her 
artistic and social life in the late nineteenth century. Cassatt’s images of women of all ages and classes 
(young mothers with their children, working women at their professions; women with each other and 
unaccompanied at the opera and ballet; older women interacting with their friends and family) were 
compelling portraits of women’s interactions with each other, without being mediated by a male presence 
or objectified through an implied male gaze.  In her brilliant book, Differencing the Canon, Pollock argues 
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Amelia Fry have discussed Havemeyer’s acquaintances with other suffragists such as 
Blatch and Paul.24 Although this research is essential for contextualizing the collaborative 
nature of Havemeyer’s artistic and political friendships as it pertains to her turn to 
suffrage activism, my project adds to this discussion of early collaborative feminists in 
the art world by arguing that Havemeyer’s speech at the suffrage exhibition was not only 
informative and collaborative, but contained seeds of the performativity which was to be 
central to Havemeyer’s (and other suffragists’) more radical activism from 1915 to 1920. 
The speech was performative in a way that specifically used her own body as an 
instrument to sway people’s opinions. Havemeyer, in her speech at the opening, often 
strategically used analogies describing the bodies of the artists’ models to make her 
points and to create a sense of empathy and immediacy with the audience. The speech 
can thus be seen as an early link in the chain from this event leading to Havemeyer’s 
later-life performative feminist art/politics/activism, which increased in scope and 
intensity in the final years of the decade. My research on this microhistorical event, 
Havemeyer’s suffrage art show, and her subsequent activism, adds to the larger 
scholarship on feminism during the early twentieth century by illustrating various visual 
tactics of suffrage resistance using the female body, not as an object of beauty to be 
                                                                                                                                                              
that the 1915 Knoedler exhibition was an example of two feminist intellectuals deftly sidestepping 
pervasive institutionalized misogyny to realize projects of great potential. 
24 Ellen Carol DuBois, Harriot Stanton Blatch and the Winning of Woman Suffrage (New Haven: 
Yale University Press, 1997), and J. D. Zahniser, Amelia R. Fry, Alice Paul: Claiming Power. (New York: 
Oxford University Press, 2014). Valuable sources for understanding the other important relationships and 
historical contexts in which Havemeyer’s later suffrage activities were unfolding can be found in the 
extensive scholarship about Harriot Stanton Blatch, Alice Paul, and other Gilded Age feminists’ work for 
the suffrage movement. DuBois offers a major biography about Harriot Stanton Blatch and her legacy as 
head of the Women’s Political Union and later work for the CU There are several volumes of scholarship 
on Alice Paul, the most notable being J.D. Zahniser’s and Amelia Fry’s Alice Paul: Claiming Power, as 
well as a repository of her letters and papers in the Arthur and Elizabeth Schlesinger Library on the History 
of Women in America, Radcliffe Institute for Advanced Study, Harvard University.  
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admired, but of collective strength and voice. Havemeyer’s strong performative 
persuasiveness, I will demonstrate, was recognized first tangentially by Cassatt, further 
encouraged by Blatch, and utilized perhaps most radically by Alice Paul, as described in 
the historiography of early twentieth-century woman suffrage in the U.S. 
Perhaps the most relevant scholarship to Louisine Havemeyer’s suffrage activism is 
on the woman suffrage movement itself in the U.S. at the turn of the twentieth century. 
Havemeyer the individual is hard to locate in much of the writing on woman suffrage; 
she mainly appears in secondary scholarship about art history, particularly in writings 
about Mary Cassatt, Edgar Degas or art collecting. However, by cross-checking dates, 
locations and events in Weitzenhoffer’s book, as well as references made in Havemeyer’s 
own autobiography and articles Havemeyer wrote for Scribner’s, her evolution as a 
suffragist and feminist can be charted through a plethora of various suffrage activities. 
Havemeyer’s individual progression from being an intensely private, proper society wife 
to a feisty public protestor, suffragist and eventual generous benefactor of one of the 
largest public art institutions in the world is unique, but her move from a constricted 
private domestic sphere to a sphere of active public agency is a vivid illustration of the 
ways that women’s roles were drastically changing and evolving at this point in U.S. 
history.  
Nancy Cott’s illuminating book, The Grounding of Modern Feminism, is 
indispensable for understanding the nuances and tensions between different factions of 
the woman suffrage movement, (the National American Woman Suffrage Association 
[NAWSA], Congressional Union [CU], National Woman’s Party [NWP] and National 
Association for the Advancement of Colored People [NAACP] in America, as well as the 
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Women’s Social and Political Union [WSPU] in England) and the ideology behind their 
various activist strategies.25 Also useful were works by historian H.W. Brands, whose 
research is engaged with the lives of major American industrialists at the turn of the 
twentieth century. His works, including most notably Reckless Decade: America in the 
1890s, illuminate attitudes about philanthropy and society held by many Gilded Age 
“robber baron” families/dynasties, including the Havemeyers.26 
Several works on gender theory and performativity were important in shaping my 
ideas about Louisine Havemeyer’s turn to embodied activism after her 1915 exhibition 
speech. Particularly useful in this regard was a study of artists and their activist political 
strategies in early twentieth-century New York by historian Christine Stansell, American 
Moderns: Bohemian New York and the Creation of a New Century.27 Another invaluable 
source was gender theorist and historian Judith Butler, who has written extensively on 
performativity: how gender roles depend upon it, as well as the use of performativity as a 
peaceful form of protest.28 Film theorist Laura Mulvey’s essay, “Visual Pleasure and 
Narrative Cinema” was also pertinent in considering performativity as it relates to 
Feminism. 29 Finally, to consider how Louisine Havemeyer may have (intentionally or 
                                                      
25 Nancy F. Cott, The Grounding of Modern Feminism (New Haven: Yale University Press, 1987). 
26 H.W. Brands, The Reckless Decade: America in the 1890s (Chicago: University of Chicago 
Press, 2002).  
27 Stansell, Christine, American Moderns: Bohemian New York and the Creation of a New Century 
(New York: H. Holt, 2001). While Stansell does not discuss Louisine Havemeyer specifically, I believe she 
belongs to this narrative.   
28 Judith Butler: Notes Toward a Performative Theory of Assembly (Cambridge: Harvard 
University Press, 2015); Excitable Speech: A Politics of the Performative (New York & London: Routledge 
Press, 1997); and Bodies That Matter: On The Discursive Limits of “Sex” (New York & London: 
Routledge Press, 1993). 
29 Laura Mulvey, Visual and Other Pleasures (Houndmills, Basingstoke, Hampshire: Macmillan, 
1989). Mulvey’s work examines how actresses and their female characters in 1950s and ‘60s Hollywood 
films were primarily depicted as beautiful objects whose sole purpose was to be enjoyed by the 
(presumably male) moviegoer’s gaze. This perspective is pertinent when considering Cassatt’s portrayal of 
her female subjects as independent and autonomous; it also seems relevant in examining Louisine 
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not) developed her personal performative speaking appearance and style, I also 
considered works researching attitudes and stereotypes about widowhood in turn-of-the-
century America.30 
III. EARLY YEARS WORKING FOR THE SUFFRAGE MOVEMENT 
In viewing the 1915 art show as a formative event in Havemeyer’s awakening to 
feminist activism via her performative activities, it is useful to both revisit the 
circumstances leading up to and during the 1915 exhibit, as well as to review evidence 
from later suffrage work, including Havemeyer’s own words, that lend support to my 
argument that her art exhibit speech was the true start of Louisine Havemeyer’s 
performative activism as a suffragist. 
In February of 1907, a $30,000,000 lawsuit was brought against H. O 
Havemeyer’s American Sugar Refining Company by the rival Pennsylvania Sugar 
Refining Company, stating that Havemeyer’s firm was in violation of the Sherman 
Antitrust Act. Under Theodore Roosevelt’s administration in the early part of the century, 
“trust-busting” was well underway, and the national papers quickly portrayed Havemeyer 
as the “Sugar King,” a rich Gilded Age “robber baron.” Later that same summer, the 
workers at the refinery struck, and, while negotiating an agreement, federal investigators 
uncovered instances of customs fraud at the loading docks. The compounded stress of 
                                                                                                                                                              
Havemeyer’s performance of her public speeches with props and clothing that signified a combination of 
art connoisseur, grandmotherly widow, and feminist icon, such as the Statue of Liberty. 
30 Pat Jalland, Death in the Victorian Family (Oxford: Oxford University Press, 1996), and Ruth 
Cocker’s essay about another well-known Gilded Age widow, “His Absent Presence: The Widowhood of 
Mrs. Russell Sage” for a peek into unspoken etiquette for widows, in Women on Their Own: 
Interdisciplinary Perspectives on being Single, edited by Rudolph Bell and Virginia Yans (New 
Brunswick: Rutgers University Press, 2008). 
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these business catastrophes weighed heavily on Harry Havemeyer, and he fell ill in 
November of that year, dying of kidney nephritis at age 60. As if this were not enough for 
Louisine to absorb, two days later her beloved mother passed away.31 
After her husband’s and mother’s deaths in 1907, Havemeyer, distraught and 
deeply grieving, was encouraged by her youngest daughter, Electra, to redirect her energy 
into working for the woman suffrage cause. Havemeyer became tentatively involved with 
the cause at the start of the decade through her family friendship with Harriot Stanton 
Blatch, daughter of pioneer woman’s right activist Elizabeth Cady Stanton and a fellow 
elite New Yorker. Blatch, then head of the newly-formed Women’s Political Union in 
New York, moved easily in upper-class circles, recruiting many wealthy society women 
for support and utilizing their connections for high-profile projects to raise visibility for 
the suffrage cause.32  
Blatch intuitively realized that Havemeyer had talents that reached beyond her 
money and connections, such as her sincere, matter-of-fact demeanor and sense of 
humor, that indicated her potential to connect with potential recruits in an active role. 
Blatch persuaded her to begin participating more actively in the movement and move out 
from behind the scenes. She first encouraged Havemeyer to work for the party in the 
suffrage “Shop,” a Fifth Avenue rented storefront in which workers sold souvenirs and 
memorabilia, fairly benign and non-controversial activities for upper-class women. 
Havemeyer enjoyed the contact with people coming into “The Shop,” as well as the 
visual “marketing” of the suffrage cause.33 
                                                      
31 Weitzenhoffer, The Havemeyers, 177 – 181.  
32 Dubois, Harriet Stanton Blatch, 106. 
33 Havemeyer, “The Suffrage Torch,” 529. 
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Blatch and her then-co-worker, Alice Paul, encouraged Havemeyer to march in 
the 1913 nationwide suffrage parade in Washington, D.C, as well as to try public 
speaking at local New York suffrage events in early 1914 (mainly to introduce other 
keynote speakers). In a 1922 article in Scribner’s magazine, Havemeyer writes at length 
about her first foray into large-scale public speaking, describing her nervous agitation as 
well as her exhilaration: she had discovered a form of performative expression that came 
surprisingly naturally to her. 
It was Mrs. Blatch who insisted that I could speak; that I must speak; and 
then saw to it that I did speak. I think I spoke just to please her! How well 
I remember that first time that I spoke to an audience! …[A]s I stood 
trembling amid the elaborate draperies of purple, white and green, the 
colors of the Women’s Political Union, if anyone had asked me if I were 
upon the platform or the platform upon me, I should have given it to the 
platform….I mention it to prove that one can learn to speak.…[O]nce 
started, I forgot everything else and thought only of what I wanted to say. I 
enjoyed speaking as much as anyone, and, although I frequently felt 
elated, never, I can truly say, did I feel conceit.34 
 
Here Havemeyer concentrates on the visceral sensations—the trembling and 
disorientation, the elation—that usually come with the rush of adrenaline as one performs 
in public. For some, this is off-putting and something to avoid; for Havemeyer, it fueled 
her performance as a speaker. More importantly, whatever the effect was on Havemeyer, 
she recognized that it was a universal sensation that everyone had felt on their own skin, 
whether rich, poor, young or old; and deliberately wrote about it in this way to subtly 
familiarize herself to the reader, making her point of view more human, sympathetic and 
persuasive as well as helping the reader to imagine being there in person, bringing the 
experience to life. 
 
                                                      
34 Havemeyer, “The Prison Special,” 528. 
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IV. HAVEMEYER, CASSATT, AND THE SUFFRAGE EXHIBITION 
Emboldened by these experiences, Havemeyer traveled to Europe in 1914 to 
entreat her friend Mary Cassatt to aid her in producing and designing an art show that 
would feature the figurative work of a female artist on equal footing and in visual 
dialogue with similar figurative work by an acclaimed male artist: Degas and Cassatt. 
Cassatt agreed, with the following stipulations: that the exhibition be for the woman 
suffrage cause, and that Havemeyer publicly give an original speech as a special feature 
of the event. Havemeyer quickly agreed. Cassatt promised to lend her own works for the 
show, and after planning initial details with Havemeyer, sent her on her way back to New 
York, saying as she left, “Go home and work for the suffrage. If the world is to be saved, 
it will be the women who save it.”35 
The premise of the show was to pair the work of the contemporary Impressionist 
artists, Degas and Cassatt, together in the main gallery, with adjoining salons displaying 
selected Old Masters. The art would be mostly from the Havemeyers’ extensive 
collection of Impressionists and Old Masters, and the remainder would be loaned by 
other collectors. At Cassatt’s urging, Havemeyer gathered the courage to compose for the 
show’s opening an original speech about the lives of the two artists and the ways in 
which their work represented a shared modern sensibility.  
The exhibition featured many more works by the two Impressionists than the Old 
Master works; Cassatt was represented by nineteen pastels and paintings, Degas by 
twenty-seven. Havemeyer herself lent twenty-two of the contemporary works by her 
friends; the others were from loyal collectors including Havemeyer’s friend Henry Clay 
                                                      
35 Louisine Havemeyer, “Remarks on Edgar Degas and Mary Cassatt,” exhibition pamphlet 
containing transcription of Havemeyer’s speech at Knoedler Gallery, April 6, 1915. 
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Frick, Mrs. J. Montgomery Sears, the dealer Durand-Ruel, as well as Cassatt herself.36 
The rooms were arranged intentionally with the Degas and Cassatt works in the main 
room, and older works, by artists including Rembrandt, Vermeer, Bronzino and many 
others, hung in the side gallery to provide visual commentary and context on the more 
modern techniques and sensibility of the Impressionists Degas and Cassatt (Figs. 1a, 1b). 
The hanging arrangement also was to provide a subtle contrast in the way women were 
portrayed in the new vs. old paintings, as some of the newspaper commentators 
mentioned in their reviews. A reporter for the New York Herald commented: “Who heard 
of suffrage in 1634? Saskia? Hendrikje?...Hardly.” Saskia and Hendrikje were wives of 
Rembrandt, who was featured in the “Old Master” side of the exhibit.37 
 While the featured work of Impressionists Cassatt and Degas were perhaps not 
quite as cuttingly-edge “modern” as cubist works by Picasso and Braque shown across 
town at the recent Armory Show in 1914, the work certainly demonstrated relatively 
“modern” qualities such as more loosely representational brushwork and unusual, 
photographically-based cropping, as well as contemporary poses and settings, especially 
in comparison with the Vermeers and Rembrandts.  Engagement with modernism in art 
was considered in itself a radical act, identified with bohemian intellectualism fermenting 
in early twentieth-century Greenwich Village, a few blocks to the south in New York. 
Christine Stansell’s work on bohemians living and working in the Village, as noted 
earlier, engages with the way Village intellectuals, patrons and artists shaped the political 
climate of early twentieth-century New York by the often politically-charged content of 
                                                      
36 Rebecca A. Rabinow, “The Suffrage Exhibition of 1915,” from Splendid Legacy: The 
Havemeyer Collection, Alice Cooney Freylinghuysen et al, eds. (New York, The Metropolitan Museum of 
New York, 1993), 91. 
37 Gustav Kobbe, “Painted by Rembrandt in 1634, First Exhibited in New York 1915,” New York 
Herald, April 4, 1915, section 3, p. 1. 
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their creative output: painting, musical composition, plays, salons – all performative art 
forms. The show’s visual juxtaposition of works by a major female and a major male 
modern painter in a professional gallery setting also conjured up associations with what 
was dubbed the “New Woman” archetype entering the professional world: young 
college-educated professional women who were beginning to seek work at the turn of the 
century in artistic and literary fields formerly closed to “respectable” females, such as 
illustration, fine art, editing, and journalism.38 
As for the speech, which Havemeyer was to give in the late afternoon of the 
opening on April 6, 1915, the gallery directors, in consultation with Havemeyer, had set a 
five-dollar entrance fee, which would also entitle the audience to a private preview 
viewing. There were several articles promoting the exhibit, with special mentions 
highlighting the speech. 
                                                           The Evening Post: 
On April 6, at the private view, Mrs. Havemeyer will speak briefly on 
Miss Cassatt and Degas, and, as she has known them both for many years, 
her intimate and informal talk will be most illuminating. The admission 
fee for the private view is five dollars and for subsequent days one dollar, 
the proceeds to be devoted to the cause of woman suffrage. … In the 
connection it may be remembered that Mary Cassatt is a firm believer in 
woman suffrage and is all the more interested, for this reason, in the 
coming exhibition. It has even been said that she has refused to have her 
pictures shown except for this cause.39 
 
When Havemeyer had finished with most of the logistical preparations for the 
exhibition and sat down to start writing her speech, she began to feel surprisingly nervous 
all over again. Recalling this at a later date, she reminisced, “It was easy for me to talk 
about the emancipation of women, but art was a very different matter.” For the first time 
                                                      
38 Stansell, American Moderns,26-28. 
39 “At the Loan Exhibition for Woman Suffrage.” Excerpted from The Evening Post Saturday 
Magazine, April 3, 1915. 
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in her brief speaking career, Havemeyer wasn’t working from suffragist talking points; 
she had to come up with the content of the speech herself and was worried about looking 
foolish or unprepared in front of New York art critics. Intimidated, she sought the advice 
of Royal Cortissoz, the well-respected art critic for the New York Tribune. Cortissoz 
advised her to write down her thoughts in an organized fashion so that she could refer to 
her notes and so that the press would not distort what she had said; she sent him a copy of 
the speech to read in advance, and he pronounced it “sluicy.”40 He also typed up and sent 
several copies of the speech to local news outlets (who subsequently published her early 
draft to accompany their reviews of the exhibition). Still not reassured, Havemeyer 
implored Harriot Stanton Blatch to come listen and critique her as she gave a preliminary 
“dry run” of her speech in the gallery where she would be speaking, clutching her notes. 
Blatch told her it was fine, but Havemeyer fretted nervously anyway. 
Blatch wrote later in her memoir about listening to Havemeyer practicing her 
suffrage speech for the exhibit: 
Mrs. Havemeyer was modest and conscientious in the extreme. She 
wanted credit to be done to the great cause she espoused. She insisted I should 
hear the speech and give her the benefit of criticism. She wanted to rehearse on 
the very spot where she was to speak the next afternoon at the opening of the 
exhibition [April 6, 1915]. I was greatly pleased with the rehearsal. She was not 
so happy. She wanted me to be severe. I refused, as I assured her, not because I 
was afraid of her, or afraid of upsetting her, but because I found her so frank, 
simple, and dead in earnest, that I wanted her to be completely herself. I wanted 
whatever growth she made in the future to be the outcome of her own experience, 
to spring from her own brain and heart.41 
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Blatch, always appreciative of optics and performance as persuasive strategies, 
recognized this speech as a performance, pointing out Havemeyer’s instinct to rehearse in 
the same spot that she would eventually give the speech, another tenet of successful 
performance practice. However, she also points out in this text the importance of 
recognizing Havemeyer’s ability to “wing it,” as musicians and actors call performative 
improvising, which is exactly what Havemeyer learned to do under circumstances that 
would involve more public pressure with the years, and what women across the country 
would have to learn to do as they became increasingly engaged with the modern world 
outside their homes. 
Finally the day came and it was time for her to give the speech. Suddenly, when 
Havemeyer walked up to stand at the lectern facing her audience, she decided to put her 
prepared notes away, and gave a captivating, seemingly extemporaneous speech about 
the work (based on memories of her earlier draft).42 Havemeyer had instinctively grasped 
the golden rule that most performing artists take years to internalize: to seem 
spontaneous, it is necessary to spend hours of preparation.  
Listeners were charmed to hear anecdotes borne of many years that Havemeyer, 
Cassatt, and Degas had spent together, as well as insightful comments about the artists’ 
approach to color, composition and their subject matter. One listener approached her 
afterward to say that thanks to Havemeyer’s speech, it was the first time she had truly 
understood Degas. The gallery directors asked her for her permission to publish a 
souvenir pamphlet of her speech, which she granted with pleasure (Fig. 2). 
As mentioned previously, the pamphlet of Havemeyer’s gallery speech contains 
early examples of the way she performatively conveyed a vicarious sense of tactility, 
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describing the subjects’ poses and gestures to create respect for and empathy with the 
artist who could convey such a powerful sense (and impression) of modern naturalism. 
Here she describes one of Cassatt’s paintings in the show: 
Miss Cassatt…has given a modern note in the painting of children, namely 
their infinite variety of movement. Look at that little child that has just thrown 
herself against her mother’s knee, regardless of the result and oblivious to the fact 
that she could disturb her mamma…Mamma simply draws back a bit and 
continues to sew, while little daughter rests her elbows upon mamma’s knee. Such 
a movement never could have been except just between mother and little 
daughter, and Miss Cassatt has caught and expressed it…43 
  
As in other passages in this speech, Havemeyer engages the audience’s vicarious tactile 
participation in imagining the feel of one models leaning on the other. She specifically 
mentions the way Cassatt’s young girl model “rests her elbows upon mamma’s knee,” 
inviting the audience to imagine the sensation of the slight weight of a little child’s elbow 
on one’s own knee. She speaks of Cassatt “catching” the moment, as if she has 
photographed it (another nod to modernity), and a mother’s subtle, measured movement 
in response to the more impetuous, instinctive movement of the child.  
When looking at a reproduction of this painting (Fig. 3), the painted child’s gaze 
catches the viewer’s eye in an arresting feat of realism, a point that Cassatt scholar 
Griselda Pollock mentions in singling out this painting in her essay on the 1915 
exhibition. Pollock describes the way in which Cassatt virtuostically captures the 
unselfconscious and natural gesture of the girl child, while also subverting the trope of 
innumerable paintings in which the female subject is often depicted coyly smiling at a 
(presumably) male viewer/purchaser of the art work. Here, as Pollock notes, the “third 
person” out of the frame of the picture, with whom the girl exchanges a curious but 
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neutral look, is the painter Cassatt, who is also looking as she paints. In Cassatt’s world, 
the artist seems to be saying, everyone is privileged to look, male or female.44 
The exhibit and speech received mostly positive feedback and praise from critics 
and reviewers. The New York World reported that proceeds from the preview alone raised 
more than $1,100 to warm up the Woman Suffrage Campaign Fund coffers; by the end of 
the exhibition, the Campaign fund had netted $2,283.01 from Knoedler Gallery.45 
However, there were some naysayers. Many wealthy collectors turned down both 
Havemeyer’s and Cassatt’s fervent requests to lend their works or even attend the show 
because they disagreed with supporting the cause behind the show, including some 
friends and neighbors of Louisine’s.46 Cassatt wrote from France to Louisine on July 5 
after the show’s closing, lamenting that many anti-suffragists that had ignored the show 
or had outright refused to come anywhere near it. 
…Joseph [Durand-Ruel, the dealer] was here & as to the exhibition he 
said it was the cause which kept many people away, “society” it seems is 
so against suffrage. Many regretted to him that they missed seeing a fine 
exhibition, but their principles forbade their going. I am so disgusted at all 
their ways & feel that I never want to sell a painting again… 
I am so glad you spoke to all those people, surely it will do good. 
Do you think if I have to stop work on account of my eyes I could use my 
last years as a propagandist?47 
 
 
In reading Cassatt’s last comment in this letter, by characterizing Havemeyer as a 
“propagandist,” she seems to betray some of her ambivalent feelings about political 
speaking while making this barbed joke. She congratulates Havemeyer, while at the same 
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time not-so-subtly criticizes the very speech that she herself had proposed that 
Havemeyer give. This cantankerous attitude  would become more apparent over the years 
in her correspondence with Havemeyer and others as Cassatt became, with age, more 
mentally infirm.  
In spite of all this, the attendance had been high, particularly at the opening 
reception and talk, and the reviewers across the board declared the show a critical and 
popular success, specifically mentioning Havemeyer’s speech as a memorable highlight 
in glowing terms.48 Havemeyer was pleased, but determined to find other ways to affect 
change and reach a larger audience besides fellow elites who did not want to hear the 
message about women’s suffrage. 
 
V. HAVEMEYER’S RADICAL SUFFRAGE ACTIVISM  
After the exhibit, Harriot Stanton Blatch often enlisted Havemeyer to speak on the 
street at impromptu “pop-up” locations during that year to promote the suffrage cause at 
the state level. Always trying to think of catchy themes to bring attention to the suffrage 
cause, Blatch came up with the idea of using a prop called “The Suffrage Torch”: a large 
wooden torch, painted brown, which the speaker would hoist into the air as she addressed 
a lunchtime crowd, often working men, who would gather on the street. Blatch asked 
Havemeyer to give several touring speeches with the torch throughout the state of New 
York during the summer of 1915, starting on the eastern tip of Long Island and working 
her way westward by car. Havemeyer loved the image this created and often cut a 
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striking figure as she spoke, all the time holding aloft the “Suffrage Torch,” with perfect 
gravity and aplomb. Her speeches became longer and more frequent, her delivery more 
dramatic and affecting. In an article she later wrote for Scribner’s magazine, Havemeyer 
reminisced about speaking with the Suffrage Torch: 
The torch was thrust into my hand, and I was boosted onto the stand, while 
about thirty cameras were trying to “snap” me. All I recollect was that I 
had an intense desire to step out of the lunch-wagon [the speaker’s stand] 
and walk upon the numberless straw hats that spread out before me like an 
endless field of grain…I suppose the new situation excited me; I lifted the 
torch as high as I could and … I did not have to think. The words came to 
me as if by inspiration. I could not utter them fast enough; I feared the 
moments would pass before I had told those men all I wanted them to 
hear.49   
 
This is a quintessential example of Havemeyer’s utilizing the suggestive power of 
recognizable, iconic visuals to persuade an audience. In this brief passage, she 
demonstrates her command of verbally suggesting several images for the viewer to hold 
in his or her mind’s eye: first, she describes the torch being “thrust into her hand.” The 
torch, described earlier by Havemeyer in the same essay, was actually a clumsily carved 
wooden prop, hastily painted an unattractive brown. However, when Havemeyer 
describes lifting the torch high, she conjures up the unavoidable mental image of Lady 
Liberty, imposing and formidable, and the homemade prop somehow transforms in the 
reader’s imagination to something noble and dignified, representing a burning drive for 
freedom and self-determination. Her dramatic speech, utilizing visual signifiers such as 
the torch, must have had a similar impact on her audience. In a similar vein, her 
description of the sea of the straw hats belonging to the men listening to the pop-up 
                                                      
49 Havemeyer, “The Suffrage Torch,” 662. 
 
 33 
lecture is a remarkable and surprising detail that adds a surreal touch to the anecdote, and 
as shown in the accompanying illustration, she has described it quite accurately. (Fig. 4)  
In August of 1915, as Havemeyer neared the border with New Jersey on her 
whistle-stop tour, Blatch was supposed to meet her and bring the torch to meet a group of 
suffragists from New Jersey on the water, handing off the torch in between the two states. 
Unfortunately, Blatch’s husband suddenly passed away in a tragic accident, and 
Havemeyer volunteered to hand off the torch to the New Jersey contingent, albeit 
somewhat grudgingly, as she often suffered terribly from sea-sickness. Indeed, she was 
so miserable on the way to meet the other boat, she doubted that she would be able to 
deliver the torch. However, she rallied at the last minute, and the resulting transfer of the 
Liberty Torch provided another engaging photo opportunity for Havemeyer and her 
fellow suffragists.  (Fig 5) 
Sadly, all the efforts by Blatch, Havemeyer, and hundreds upon thousands of 
other women came to naught when the woman suffrage proposition was defeated in New 
York on election day in 1915. It was time to regroup and reconsider. 
Havemeyer became more and more swept up in political activism as she also 
became more closely acquainted with a suffragist even more radical than Cassatt and 
even Blatch: Alice Paul, who felt deeply that to achieve the vote, women could not rely 
on those in power to willingly hand it over, but needed to act collectively and with great 
focus to confront those in power to persuade them to pass a federal amendment 
mandating equal suffrage for women.  
By 1917, Alice Paul was convinced that Carrie Chapman Catt and members of 
NAWSA (the National American Woman Suffrage Association), a rival organization to 
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Blatch’s and Paul’s Congressional Union (which later became the National Women’s 
Party, or NWP) were too polite and appeased Wilson and his administration. Paul felt that 
Wilson was keeping the organizations at arm’s length and had no plans to enact woman 
suffrage at the federal level, even though several Western states had ratified women’s 
right to vote at the state level. Paul decided that the best strategy was to ramp up the 
pressure, using resistance tactics she and Lucy Burns, another American suffragist, had 
learned while apprenticing to Emmeline Pankhurst and the suffragettes in London. These 
more confrontational tactics included collective silent picketing, hunger striking, and the 
willingness to go en masse to jail for protest activities. 
Paul eventually clashed with Blatch on how to best work within the NWP for 
ratification. Both were willing to actively put their actual bodies on the line in the service 
of their cause through public marches and gatherings; however, Paul thought Blatch too 
diffuse in her goals. Blatch felt that more attention should be paid to other inequalities 
that women suffered, such as equal pay. She also advocated for more prominence for 
African-American suffragists, who felt that they were being excluded from public 
suffrage demonstrations and the movement as a whole. While Paul said that she 
understood the African-American’s complaints, she was in reality unfortunately too 
unwilling to risk offending the large number of white Southern women working for 
suffrage to visibly feature African-American suffragists in parades and demonstrations. 
Paul rationalized this exclusion by claiming that allowing African-American suffragists 
to participate would diffuse and dilute the purpose of the demonstrations, which was to 
focus solely on gaining the vote for all women, not issues such as race relations or 
economic parity for women workers.  Blatch, who later became an ardent socialist, 
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angrily disagreed with her on these and other points, but Paul was implacable and 
adamant, and stuck to her strategy. 
Perhaps the apex of Havemeyer’s radical consciousness came as she read 
accounts of Alice Paul enduring force-feeding while in an English prison for 
demonstrating for the suffrage cause. Horrified, Havemeyer realized that she and others 
needed to match this level of personal and performative action as a collective group to 
achieve their goals. Sometimes uncertain what to do, she offered her help and became 
one of Alice Paul’s militant foot soldiers in the quest to gain women the vote. She 
participated in NWP activities including picketing, marches and protests, speaking and 
writing of her simultaneous nervousness and exhilaration, universal feelings with which 
women of every station could identify.    
During early 1919, as the vote grew nearer on the constitutional amendment for 
woman’s suffrage, Paul and her National Women’s Party organized peaceful 
demonstrations near the White House that included keeping watchfires to monitor the 
vote on suffrage, as well as burning copies of Wilson’s speeches about “liberty and 
freedom” that the suffragists deemed hypocritical in light of his ignoring the calls for the 
American woman’s right to the vote. (Fig. 6) On February 9, 1919, Paul organized what 
was perhaps the most shocking protest activity of the National Women’s Party to date: 
the suffragists planned to burn an effigy of President Woodrow Wilson on the White 
House lawn (Fig. 7). Havemeyer later remarked that the the “effigy” was “nothing more 
than a small (paper) cartoon of the president, making some unkept promise as usual.”50 
The participants, including Louisine, were told that they might be jailed because of the 
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activity. The policemen kept a wary eye on the group, hoping to avoid arresting them, as 
they knew the spectacle it would create. Paul deliberately arranged for Havemeyer to 
march first, and to speak to the crowd, and Havemeyer complied. When it came time for 
Havemeyer to burn the effigy, an officer complained out loud to fellow suffragist Lucy 
Burns, saying, “No, no, please, Miss Burns! You know we don’t want to take her. Please 
don’t let her do that.”51 Burns calmly instructed Havemeyer to ignore the officer and to 
continue, and she bravely tried, but had trouble lighting her match with shaking hands. 
Eventually, another protester lit it for her, and handed it back to her. Reluctantly, the 
police herded the Havemeyer and the rest of the suffragists off to jail, as Paul had 
intended all along.  
The entire exercise was conceived of by Paul as a way to raise the profile of the 
activists; all the protesters who served time in jail were to participate afterward in a cross-
country speaking tour called “The Prison Special.” However, the jail was real, and sordid. 
A front page article in the New York Tribune described the suffragists’ protest and 
incarceration, prominently mentioning Havemeyer specifically by name, to the horror and 
shock of many of her family members and friends (Fig. 8).52 Havemeyer spent two nights 
in prison, before her family cabled to insist that she pay her fine and come home. 
Havemeyer wrote dryly later in another article for Scribner’s of her family’s shocked 
reaction to her incarceration, “Those telegrams! From them I gleaned I had stripped the 
family tree, broken its branches, torn up its roots and laid it prostrate in the sorrowing 
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dust.”53 Her amused commentary about this demonstrates precisely how far Havemeyer 
had come from worrying about New York art experts criticizing her early speech at the 
suffrage exhibit. 
Havemeyer eventually became the popular first speaker at every stop on the 
“Prison Special” tour (Fig. 9); when supportive local policemen along the way asked to 
be photographed standing next to her, she cannily sized up the optics of the photo-op: 
“Not on your life, Captain! They might think you are arresting me! We will be 
[photographed] shaking hands.” (Fig. 10) At this point, Louisine had honed the skill of 
handling paparazzi, as well as her quasi-celebrity style, to a fine art. Her severe widow’s 
garb and modest demeanor combined with her lively, impassioned speaking style 
captivated the crowd. Paul milked the drama of the occasion for all it was worth, with 
Havemeyer’s delighted compliance. The suffrage amendment narrowly passed in the 
following year. 
Louisine Havemeyer’s well-documented journey from avid collector and society 
philanthropist to radical woman suffragist was not an overnight one, and to return to the 
third and perhaps most important thread in the examination of Havemeyer’s turn to 
suffrage activism, I doubt whether she would have been able to muster the courage for 
many of her activist performances without the support and example of her three feminist 
friends, who recognized what she represented as a visible figure in the suffrage 
movement: Alice Paul, Harriot Blatch, and Mary Cassatt. 
Havemeyer often spoke of Alice Paul with a subtext that underscored her respect 
and recognition for this petite, fragile woman tackling herculean tasks and convincing 
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scores of other women to assist her. In her second article for Scribner’s in 1922, 
Havemeyer writes about her memories of Paul asking her to participate in the activities 
that had led up to the Prison Special :  
As Miss Paul finished, she said: “We need you, Mrs. Havemeyer, for our 
speaker…we have to do something drastic.” Alice Paul looked at me with her 
great dark, earnest eyes and the little ninety-pound figure was erect and expectant. 
“Yes,” I answered. “What am I to do?54 
 
Havemeyer’s description in this brief passage again references the body, describing 
Paul’s physical combination of vulnerability and strength that so appealed to many, like 
Havemeyer, who admired her and would risk their own reputations as well as their 
physical safety to support the collective cause. 
 I believe that Paul returned Havemeyer’s respect and approbation. She 
undoubtably saw her as someone who could represent many faces of American 
womanhood. It seems quite intentional that Paul often placed Havemeyer at the front of 
marches or demonstrations in later years as a performative figurehead: she represented 
women who were deserving of respect, perhaps because of their age, perhaps because of 
their status as a mother, wife or widow. It also bears mentioning again that the choice of 
Havemeyer by Paul to represent “every[white]woman” also reflected the troubled 
relationship that the NWP had with African-American suffragists, who rightfully felt that 
they were not sufficiently represented in suffrage demonstrations and protests. The 
decades-long omission and suppression of black women fighting for their rights from the 
American suffrage narrative, for which Paul and many others before her held 
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responsibility, is unfortunate and an area of historiography that deserves much more 
attention. 
Harriot Stanton Blatch also appreciated Havemeyer as someone like herself who 
could appeal to many different types of audiences on more than just a surface level. She 
valued Havemeyer’s connections among the elite New Yorkers who helped financially 
support the suffrage cause, but also saw in her an innate charisma and down-to-earth 
appeal that could touch the working woman struggling for her rights as a citizen.55  
Sadly, with each passing year after the suffrage exhibition in 1915, Havemeyer’s 
oldest friend Mary Cassatt became more and more infirm. Her eyesight was almost 
completely gone; she lost the probable unrequited love of her life with Degas’s death in 
1924, old and senile; and she was herself fast losing control of her own wits. Despite 
Cassatt’s frequent letters during the war urging Havemeyer to work for the suffrage 
cause, Cassatt never really moved past a certain point in her feminist activism because of 
her bourgeois sensibilities about class differences. She felt that Havemeyer was 
“lowering herself” by getting too involved in street protests; uneasy about Havemeyer’s 
increasing political speeches and radical activities, she wrote to an American 
acquaintance in 1919: “I hear very often from Mrs. Havemeyer…but she is immersed in 
politics which I gravely regret, not that I am not strongly for suffrage, but there are 
limits.”56 
Cassatt felt especially strongly that Louisine had irreparably crossed over the line 
into impropriety by going to jail. Always somewhat irascible, Cassatt became 
increasingly irritable as her health declined further over the next few years. She probably 
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suffered from dementia, retreating into solitude, interrupted by occasional visitors who 
found her “viper-like.” When she and Louisine had an unfortunate misunderstanding in 
1924 over some old printing plates of hers, Cassatt angrily used the incident to try to end 
the friendship in an uncontrollable fit of pique. She wrote to their old art dealer, Joseph 
Durand-Ruel: 
Mrs. Havemeyer assures me that what they all want is to protect my reputation! 
To prove that I am not a fraud! I will never forgive that. I told her that I could take 
care of my own reputation and that she should take care of hers…but since she 
has become a politician, journalist, orator, she is nothing anymore. 
 
Ironically, the woman who had first warmly encouraged Havemeyer to speak at 
the exhibition and work for the woman suffrage cause became, at the end of her own life, 
so viputerative about Havemeyer’s suffrage activities in particular. It brings to mind 
Havemeyer’s own insightful remarks about the tension-filled relationship between 
Cassatt and Degas that she had offered at her exhibition speech years before: 
After they met, some time later, long years of friendship ensued, of mutual 
criticism, and I must frankly add, of spicy estrangements, for Degas was addicted 
to the habit of throwing verbal vitriol, as the French call it, upon his friends, and 
Miss Cassatt would not have been the daughter of the Cassatts if she had not been 
equal to parrying his thrusts. She could do without him, while he needed her 
honest criticism and her generous admiration.57 
 
Havemeyer stayed loyal to her friend to the end, often writing to Cassatt’s only 
companion, her housemaid Mathilde, to ask about her employer’s health, though Cassatt 
always refused to answer. Upon receipt of one of Havemeyer’s last letters, however, 
Mathilde insisted to the blind and debilitated Cassatt that “Mrs. Havemeyer loves you 
very much.” Cassatt sat for a moment in silence, then replied, “yes, you are right, Mrs. 
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Havemeyer is my best friend.”58 She then tried to write her friend “Dear Louie,” but all 
that she could manage was an unintelligible scrawl. When she received it in the mail, 
Havemeyer penciled on it, “Last letter from my Mary.” (Fig. 11) Cassatt died in France in 
1927; Havemeyer passed away two years later in New York, surrounded by her children, 
in 1929. 
Even after her passing, Havemeyer continued her work for improving the lives of 
many others beyond her immediate circle. When her will was read, it was disclosed 
Havemeyer had included codicils that, along with directly bequeathing over 140 
important works from her collection to the Metropolitan Museum of Art, she authorized 
her son Horace as executor of the will, with the assistance of her two daughters Adaline 
and Electra, to decide which of the remaining works they would also like to give to the 
museum. The children decided to give the Museum a generous and broad rein in selecting 
which works would work best for the collection, as they felt it would be the best way to 
honor their mother’s wishes. As a result of the family’s generosity, the Museum bequest 
from Havemeyer eventually totaled over 1,967 objects, including one of the finest intact 
collections of Impressionist paintings in America. Havemeyer, unlike many other donors, 
did not specify that the collection had to be displayed together; her only specific 
instruction was that each item in the collection should be titled, “H. O. Havemeyer 
Collection.” Apparently in the end, the bold suffragist still could not help bowing to some 
ingrained cultural expectations of Victorian widowhood, and did not share the public 
credit for the collection she and her husband had built together. However, through her 
willingness to break traditional boundaries and through solidarity with many other “New 
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Women” of all ages, she had made inestimatable strides forward toward advancing rights 
for women in twentieth-century America. 
 
     VI.  EPILOGUE 
In retrospect, Louisine Havemeyer’s 1915 Loan Exhibition for the Suffrage Cause 
at Knoedler Gallery in New York stood at a crucial nexus as Havemeyer gradually moved 
from working to gain recognition for women largely within the male-dominated context 
of the fine art world (an occasion from which Cassatt benefited as a professional) to 
suffrage activities, planned, organized and executed largely by women for women.  
Louisine Havemeyer’s conception and organization of her 1915 Knoedler Gallery 
show was, I believe, her personal response to a crucial crossroads in her life, trying to 
reconcile various threads of her life in a meaningful way. She respectfully acknowledged 
her family advantages, but also felt the need to move forward out of seclusion, leveraging 
society’s gendered preconceptions about widowhood to move into an increasingly public 
sphere, affecting whatever positive change she could within her individual power. The 
exhibit she and her lifelong friend Mary Cassatt organized and produced was ground-
breaking for presenting the works of a modern female artist (Cassatt) in an equal (and 
feminist) context with another acclaimed modern (male) master artist (Edgar Degas), in 
concert with the growing impact of the bohemian and modernist culture in New York, 
which emphasized the voice of the New Woman, often in the context of visual culture. In 
addition, the financial and critical success of the exhibit, with Cassatt’s encouragement 
and inspiration, served to galvanize Havemeyer’s increasingly radical and highly visible 
activist work in the following five years, supported by Harriot Stanton Blatch and Alice 
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Paul to work for women’s right to vote in America, culminating with the ratification of 
the nineteenth amendment in 1920.   
Havemeyer, and many others like her, eventually learned that successfully 
winning the right to vote for women required active solidarity that transcended class 
lines. Louisine Waldron Elder Havemeyer’s personal evolution from the elite, reserved, 
art-collecting wife of a Gilded Age industrialist to an engaged, unapologetically 
outspoken activist on behalf of all women’s right to vote is emblematic of the increasing 
power of collective visual protest in the early twentieth century as a peaceful, non-violent 
tactic used by underrepresented groups to demand justice and a voice. 
Her 1915 suffrage exhibit may be a modest moment of microhistory in the larger 
context of the histories of both art collecting and the American women’s suffrage 
movement, but it is an illuminating look at the evolution of a single wife and mother’s 
belief in the transformative and performative power of artistic and political sisterhood.  
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FIGURES 
 
 
Figs. 1a, 1b: Exhibition rooms during the “Loan Exhibition of Masterpieces by Old and 
Modern Painters” at M. Knoedler and Co. Gallery, 556 Fifth Avenue, New York, NY. 
(photo source: Rabinow, Rebecca A., “The Suffrage Exhibition of 1915,” in Splendid 
Legacy: The Havemeyer Collection.) 
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Fig. 2: pamphlet from the 1915 Knoedler gallery exhibition. 
(photo source: The Metropolitan Museum of Art Archives: The Havemeyer Family 
Papers relating to Art Collecting.  
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Fig. 3: Mary Cassatt,  Young Mother, 1900, oil on canvas, 92.3 x 73.7 cm, The 
Metropolitan Museum of Art, New York, bequest of Mrs. H. O. Havemeyer 
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Fig. 4: Havemeyer and the “suffrage torch” 
(photo source: Havemeyer, Louisine Waldron Elder. “The Suffrage Torch: Memoirs of a  
 Militant,” in Scribner’s Magazine, Vol. LXXI, No. 5, May 1922, 661-676. 
 
 
 
 
 
Fig. 5: The suffrage torch is handed to New Jersey suffragists by Louisine Havemeyer. 
(photo source: New Jersey Women’s History website,  
http://www.njwomenshistory.org/discover/topics/activists/passing-suffrage-torch/) 
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Fig. 6: Watchfires on the White House lawn. 
(photo source: Robert Cooney, in collaboration with the National Women’s History    
 Project, Winning the Vote: The Triumph of the American Woman Suffrage Movement. 
 
 
 
 
Fig. 7: cartoon effigy of President Woodrow Wilson. 
(photo source: Robert Cooney, in collaboration with the National Women’s History 
Project, Winning the Vote: The Triumph of the American Woman Suffrage Movement. 
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Fig. 8: detail of Monday, February 10, 1919 New York Tribune article on Suffrage protest  
(source: American Historical Newspapers database, highlighting mine) 
 
 
 
 
Fig. 9: The “Prison Special” tour group (Havemeyer slightly right of center). 
(photo source: Robert Cooney, in collaboration with the National Women’s History 
Project, Winning the Vote: The Triumph of the American Woman Suffrage Movement. 
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Fig. 10: photo of Mrs. Havemeyer and policeman (photo source: Library of Congress) 
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Fig. 11: Havemeyer’s last letter from Cassatt. 
(photo source: Frances Weitzenhoffer, The Havemeyers: Impressionism Comes to 
America. New York: Harry N. Abrams, Inc., 1986, p. 249. 
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